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Amir Nave, Berlin
Falling on Paldi, 2015,
oil on canvas, 184x170
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transferred to HD
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composition: Orit
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Korn; Editing:

Orit Ben-Shitrit,
Jeremy C. Hansen)
courtesy of the artist
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Sommer Contemporary
Art Gallery, Tel Aviv, unless
otherwise indicated)
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Ann Rosenblatt, Los
Angeles

Berlin Falling on Paldi,
2015, oil on canvas,
184x170, private
collection

Get Up, 2014, oil and
graphite on canvas,
190x210, collection of
Rivka Saker and Uzi
Zucker

The Grasshopper’s
Unfinished Landscape,
2015, oil, graphite, and
felt-tip pen on canvas,
181x261

Untitled (Thoughts
about a Place), 2015, oil
on canvas, 322x240

/e

Makers:
Real Time

Matan Berkowitz and
Liron Zabari, Rorrim,
2015 (Object: Roi
Stepansky; Interaction
Programming: Zohar
Levi; Light Programming:
HAR)

Liat Segal, Attending
Machine, 2015

Eddie Israelsky and Alon
Segal, Parallelograms,
2015

Noy Barak, Nathan
Intrator, and Lenny Ridel,
Brainstorm, 2015

Doron Assayas Terre,
Eran Hilleli, and Giori
Politi, Human Sound
Objects, 2012

The work was presented at
the Kinnernet 2012 Internet
and Technology Convention

ForReal Team -
Tomer Daniel,

Zvika Markeld,

and Saron Paz -

in collaboration
with Eyal Gruss,
CommonSense, 2014
(Projection Mapping:
Arik Futterman)

Batt-Girl, Eyal Gruss,
Christiane Huber,
Alon Kaplan,

Adi Lavy, Rotem Levim,
Neora ShemShaul
Alonely, 2015

The work was developed
during the Tribeca
Hackathon in Print Screen
festival, Holon, 2015, in
collaboration with CoPro
and supported by the US
Embassy in Israel
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Orit Ben-Shitrit:
ONOMONO

ONOMONO, 2015,
16-mm film
transferred to HD
video, 4 min 20 sec,
looped (Sound
composition: Orit
Ben-Shitrit, Timothy
Korn; Editing: Orit
Ben-Shitrit, Jeremy C.
Hansen), courtesy of
the artist

/Y

Talia Link:
Talialink.com

Talialink.com, 2015,
video installation
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Leigh Orpaz:

The Present
Continuous

(Courtesy of the artist

and Inga Gallery of
Contemporary Art, Tel Aviv,
unless otherwise indicated)

Untitled (Shepard
Capsule), 1965, 2015,
Fujitrans print in light
box, 120x120

Untitled (Atlas Rocket
Missile), 1965, 2015,
Fujitrans print in light
box, 120x120

Untitled (North
America Nebula in
Cygnus NGC 7000),
1959, 2015, Fujitrans
print in light box, 80x120

Untitled (Comet
Humason), 1961, 2015,
Fujitrans print in light
box, 80x120

Untitled (Car Crash),
1979, 2015, Lambda
print, 70x47, collection
of Moshe Orpaz

Breakfast, 2014, single-
channel video, thermal
camera, 2 min 29 sec,
looped (Cinematography:
Itay Marom; Editing: Imri
Matalon; Music: Binya
Reches, Coh [siesta for
two]; Post-Production:
Eran Feller)

Thames Town,

2015, single-channel
HD video, 4 min 32
sec, looped (Drone
Operator: Shi Shuijing;
Cinematography: Yu
Quan; Assistant: Xiao
Hu; Production: Kong
Haozhang, Shlomit
Narotzky; Editing: Imri
Matalon; Sound: Michael
Emet; Post-Production:
Arik Weiss)

Lake Hula, 1955, 2015,
8-mm film, 56 sec,
looped (Cinematography:
Zvi Prizant; Editing: Imri
Matalon)

/E

Julian Rosefeldt:
Asylum

Asylum, 2001/2002,
short film version

of a 9-channel film
installation, color,
sound, Super 16-mm
film converted to PAL SD
and transferred to DVD,
aspect ratio 16:9, 14 min
15 sec, looped, courtesy
of the artist
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a
Ran Slavin:
World5

(Courtesy of the artist)

World5, 2015,
installation: HD video
(3-D animation),
sound, LED lights,
flicker lights, fog
generator, overall
duration: 15 min

Videos:

Suspension (Self
Portrait in the
Multitude), 2013, HD
video, 3-D animation,
sound, 15 min, looped
(3-D animation, post-
production, and sound:
Ran Slavin)

Scenery 2 (Radar), 2013,
HD video, 3-D animation,
sound, 15 min, looped
(3-D animation, post-
production, and sound:
Ran Slavin)

Newtopia (Non Places),
2013, HD video, 3-D
animation, sound, 8 min
45 sec, looped (3-D
animation and post-
production: Ran Slavin;
Sound: Ran Slavin, Yair
Elazar Glotman)

Cyberia (Glass Mirage),
2013, HD video, 3-D
animation, sound,

11 min 17 sec, looped
(3-D animation, post-
production, and sound:
Ran Slavin)

Kiosk (Electronic
Relations), 2014-2016,
installation: HD video
(3-D animation), RCA
cables, computer LED
screens, glass, Perspex,
heat sensors, speakers,
LED lights, media players
(3-D animation and post-
production: Ran Slavin),
dimensions variable

Videos:

Sudo Red (working
title), 2015, HD video, 3-D
animation, sound, 4 min
36 sec, looped

Trap, Machines
(working title), 2015, HD
video, 3-D animation,
sound, 10 min 46 sec,
looped

Step 2 Destruct (Slow
1) (working title), 2015,
HD video, 3-D animation,
sound, 7 min 2 sec,
looped

3 Golds (working title),
2015, HD video, 3-D
animation, sound, 5 min
27 sec, looped

Man on Architecture
(working title), 2015, HD
video, 3-D animation,
sound, 5 min, looped
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Open Sketchbooks

Sketchbooks by Shlomit
Altman, Amit Cabessa,
Zoya Cherkassky-Nnadi,
Tama Goren, Shay Id
Alony, Merav Kamel,
Orly Maiberg, Amir Nave,
Galia Pasternak, Assaf
Rahat, Moran Shoub,
Shay Yehezkeli, Natalia
Zourabova

Open Sketchbooks,
2016, video, 23 min
33 sec, looped, self-
photography by the
artists (Editing: Orly
Maiberg and Yonatan
Amir)
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works in the making; rather, they reflect the artists’ work
processes and internal dialogues.

In Shlomit Altman’s sketchbook, that which was
meant to be forgotten appears on the page as a scribble, a
thought, a murmur, a gurgle, just an image, a word without
ideology, noise without sound. She finds great comfort
in the sketchbook. Direct, inexpensive, the sketchbook
absorbs everything. Amit Cabessa says that drawing ideas
daily is the closest he can get to his original motivation
for work, a moment before all-encompassing imperialist
ambition takes over. He likens the difference between a
sketch and a work on canvas to that between aspiration
and ambition. Zoya Cherkassky-Nnadi recounts that
in the past she used the sketchbook for practice and to
accumulate materials for future paintings, but with time its
status has changed. She began adding color to her drawings
and even continues working on them in the studio, calling
them “painting drawings.” Tama Goren regards the
sketchbook as a whole, like a diary that may start or end
at any point. She describes her drawings as expressive and
made quickly yet with forethought; an expression of a
struggle between control and lack thereof. Shay Id Alony
regards the sketchbook as providing a home, intimacy and
naivety that enable unconstrained work. In Merav Kamel’s
sketchbook the work evolves slowly, unexpectedly, in non-
linear manner. A story from one sketchbook may continue
in another. It is a control game between the material’s
expansion and its curtailing; an obsessive pursuit through
which she tries to figure out a hidden significance. For
Orly Maiberg the sketchbook is a place to which she can
escape from ongoing studio work, whether because she has
exhausted a subject or because she needs a respite. Drawing
in it from one page to the next, without beginning or end,
refutes the finished-work status. Amir Nave works in
small sketchbooks alongside his large paintings because to
his mind his ideas are distilled in small format. In addition,
since the small books carry no sense of obligation they
allow him to achieve wonderful moments of revelation,
such as he looks for in a work of art. Galia Pasternak
carries her sketchbook with her everywhere and regards
it as the heart of her work. It is where slips of the tongue

are received with understanding and later get serious
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The exhibition "Open
Sketchbooks" was exhibited
in similar format at the Fresh
Paint Fair, Tel Aviv, 2015.

Detail from

Galia Pasternak's
Sketchbook

W |[ARTTINAMN 71N V1D
VU0 1723

consideration. For Assaf Rahat the sketchbook is a source
of ideas and a place in which to try out materials. In it

he conducts an unmediated, nonjudgmental dialogue

with his subconscious. At the same time, it allows him to
observe inner processes from the outside. Moran Shoub
likens the sketchbook to a landscape that calls her into

its bosom. A sketchbook with a brown cover turns into

a desert, and a text line into a path by which one may
progress. Shay Yehezkell draws in a sketchbook as part
of his daily practice. He does not use it for preparatory
sketches for paintings but refers to it as an independent
form of creation. Sometimes the connection between

a sentence inscribed and a line scribbled results in new
meaning. Natalia Zourabova draws in her sketchbook
images from life or memory, as well as automatic scribbles
while speaking on the phone. In hindsight, the sketchbook

elucidates things for her and serves as a source of ideas for

her large paintings.




41 on the gamer’s acts and choices. That is, the narrative 40 Open SketCthOkS

sequence emerges, as the gamer moves through the options
offered by the world, from the interaction between them.
World5 presents us with a world comprised of a number of Curator: Orly Maiberg
concurrent narrative options with no structured, “correct”
way of watching or understanding them. This unstructured
structure is emphasized by the constant changes in the
locations and order of the films screened. Thus change and
flow become the most constant elements in the installation. /
Welcome to World5.
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Ran Slavin, image from

Scenery 2 (Radar), Participants: Shlomit Altman,

2013, HD Video, 3-D Amit Cabessa, Zoya Cherkassky-Nnadi,
graphics, sound, 19 min

51 sec, looped , Tama Goren, Shay Id Alony, Merav Kamel,
3-D video, post-production,

and sound: Ran Slavin Orly Maiberg, Amir Nave, Galia Pasternak
Courtesy of the artist y g’ ’ ,.
291 710,170 N Assaf Rahat, Moran ShOllb, Shay YEheZkEII,
JHD 1R ,2013 ,(0RTY) .
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Sketchbooks allow us an intimate look at one of the
elements of the creative process. Their use does not require
a specific place or financial resources. This is an accessible
traditional format that allows the drawing or writing
hand free expression - at times automatic or offhanded.
A sketchbook may also reflect a rejection of the romantic
notion of the muse as inspiration, revealing instead the
artist’s painstaking daily efforts and discipline. In the
late fourteenth century artists increasingly used paper

to develop their ideas and draw preparatory sketches
dubbed primo pensiero (first thought). Most familiar

are the sketchbooks of Leonardo da Vinci, who always
had one hanging from his belt. Throughout the ages, a
great many artists have used them. They have drawn in
sketchbooks in or outside the studio, as an illustrated
journal, daily protocol keeping, a site of experimentation
and exploration, or as an interim stage in their work.
Sketchbooks are not usually exhibited. If visiting the
artist’s studio allows one a glimpse of the private space
where the creative process takes place, browsing through

a sketchbook is like walking right into it. The sketchbooks

on view in the exhibition are not preparatory sketches for
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Ran Slavin:
World5

Curator: Aya Lurie

The exhibition of works by Ran Slavin (b. 1967, Israel;

lives in Tel Aviv) is composed of several video, sound, and
light installations. Together, they present a split image
that transpires intensively and cyclically in several places
simultaneously. The museum’s large gallery, whose unique
ceiling windows allow daylight to penetrate, has been
sealed and darkened by the artist. Within the gallery there
is endless flickering artificial light originating in split
screens, red LED light lines and flicker lights immersed in
fog. Slavin uses his unique artistic language to contemplate
the meaning of our disconnection from natural time,
presenting technological space and time as an all-
encompassing reflection of the virtual and digital age. The
installation title resonates with the common classification
of countries into First, Second, and Third World countries
by parameters such as regime, economy and technological
progress — as well as with a familiar format of Science-
Fiction world names. World5 is a virtual world whose place
is indefinite and whose time is beyond the natural order.
It is no longer contingent on the rotation of the sun and
earth, by which 24 hours per day are determined as well
as hours of light and darkness, activity and rest. World5 is
a world without breaks, a 24/7 world, as Jonathan Crary
titled his book, 24/7: Late Capitalism and the Ends of Sleep

(2013). Crary maintains that contemporary capitalism
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requires us to be alert, readily available to anyone at any
time - on the cell phone, mail, or Skype - and ever-ready to
serve uniform, global, corporate business. The exhibition
presents a fragmentary, simultaneous image of this world
through the five films on view in the large gallery, each

of which is split into multiple strips, and an additional
installation, Kiosk (Electronic Relations), on view in another
room in the museum. Kiosk (Electronic Relations), too, is a
multi-screen composition but is displayed on the walls with
a more haphazard, hacker-like aesthetic, which includes a
convoluted web of cables, exposed electric connections,
light bulbs, and electronic elements.

In the films that make up World5 a virtual camera
roams an unearthly, mysterious cyber desert in which
different objects are embedded, including semi-transparent
cylinders that seem to have disengaged from a larger
mechanical object; an empty, decomposing space suit; a
Buddha sculpture; a series of generic figures produced
from one another; a glowing electronic landscape, etc. The
forms are crystal-like, translucent and radiant, turning on
their axes. Watching this flickering space is like wandering
around a galactic planetarium or like surveillance of some
unknown target from a “situation room.” The 3-D images
created by the artist are anchored in Sci-Fi landscapes and
the aesthetics of virtual games and digital web platforms,
which have been processed using multi-layer picture-
editing techniques and post-production special-effects
software. The viewer travels with the camera through an
exterritorial cyberspace governed by mechanical bodies
and old objects combined with symbolic and digital signs.
Together, they produce a cosmological fascination charged
with dark mystery and informed by enticement and danger,
beauty and alienation. This world straddles the gamut from
fullness to emptiness, from meditative stillness to intensity,
from utopia to dystopia.

Our gaze follows the camera’s movement through
space, outside and within the object. Where are we
headed? We move from one screen to another with no clear
linear narrative. Instead, we find ourselves following an
"emerging narrative” - a notion related to digital games,
which refers to the game’s fictional world as a space where

numerous potential narratives may emerge depending
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1 Robert Seidel, “Inside
the Hedge Fund Manager’s
Head: Interview with Julian

Rosefeldt,” in Julian Rosefeldt:

World-Making: Film and

Photo Works 2001-2011, exh.

cat. (Taipei: Taipei Fine Arts
Museum, 2012), p. 44.

Julian Rosefeldt:
Asylum

Curator: Dorit Yifat
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The narrative videos produced by Julian Rosefeldt (b.
1965, Germany; lives in Berlin) often address the ritual
aspects of daily life, which express a wish to find meaning
in our lives by imposing order on the chaos surrounding
us. His works, referring to different sectors in society,
stretch the boundaries of engaged art through aesthetics
aimed at arousing the viewer’s empathy. Rather than
"aesthetic correctness,” he says (in analogy to the concept
of “political correctness”), he prefers theatrical staging

in highly stylized and controlled compositions.' Rosefeldt
places his figures in distant settings and employs rich
cinematic means, produced in collaboration with many
professionals, such as performers, set builders, sound
people, and photographers. He films his works with

a 16-mm camera, usually used for films projected on
particularly large screens. The films, converted to video and
then transferred to DVD, are presented as multi-channel,
panoramic-screen installations.

The current video is a shortened version made by the
artist of his work Asylum, first shown in 2002 as a nine-
channel cinematic installation at the Hamburger Bahnhof
in Berlin. The work’s title has various meanings - personal
or political shelter, refuge, sanctuary, as well as hospital of
the mentally ill - all of which find expression in it. Asylum

explores a particularly topical subject, both in Israel and
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Julian Rosefeldt,
image from Asylum,
2001/2002, short film
version of a 9-channel
film installation, color,
sound, Super 16-mm
film converted to PAL
SD and transferred to
DVD, aspect ratio 16:9,
14 min 15 sec, looped
Courtesy of the artist
100, 07?971 [R7?21?
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around the world: the cultural displacement of people who
have left their countries and try to assimilate in a culture
foreign to them. But more than the figures themselves,

the work presents our stereotypical view of them, for the
figures are stripped of individuality and each group of
people depicted is characterized by stereotypes associated
with their ethnicity and jobs.

A hundred and twenty performers - Chinese,
Vietnamese, Turkish, Kosovan-Albanian, Romani, Afghan
and others - participate in the work, all of whom Rosefeldt
met in asylum seekers’ hostels, on the streets, in pubs,
clubs, and social institutions. They all seem doomed to a
Sisyphean fate of performing strange, meaningless tasks:
men stacking piles of newspapers while wind produced by
a giant turbine blows them away; women vacuum-cleaning
a cactus garden; Asian cooks sitting in a giant cage, tearing
up the Styrofoam packaging of takeaway food. In the short
version of the work the scenes of the different groups,
which were originally projected each on its own screen, are
interwoven. At the end of the video they all sing together, a

cohesive chorus voicing a wordless cry.
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and "governability.” In such discourse we are constantly
hanging on the precipice of catastrophe. Acts of protest and
acts of terrorism are all conbined into one mixture along
with epidemics and natural disasters, and any deviation
from the norm is cast as a secular vision of cosmic futility.

The second perspective used by Orpaz is provided by
extinct visual technologies of the previous century or,
more accurately, by the artist’s own family archive. This
includes photographs of her father and grandfather (her
father was an established professional in the field of
photography, and her grandfather's archive she discovered
after his death), photographic materials from the mid- to
late-twentieth century. Her body of work is in constant
dialogue with this archive. Her conversation with the two
generations of photographers that preceded her is in fact
a dialogue with the previous century. The archive includes
analogue photographs, slides, and super-8 reels - all
obsolete technologies that rely on digital means for future
preservation, but with a visual language that is still present
in our lives as a pseudo-authentic experience created with
Instagram filters and similar apps. The images Orpaz chooses
from her family archive are visual relics of twentieth century
utopia. Slides depicting the US Space Race, bought by her
grandfather as mementos in the 1960s, were scanned and
are presented in light boxes, like old exhibits in a didactic
historical museum. This traveling exhibition served at
the time as the educational aspect of the first spaceflight
efforts, a tool of socialization and self-definition through
national enlistment to a utopian horizon. The American-
Soviet race to conquer space was a fight for political
prestige and superiority. More profoundly, it was also a
mythic game where victory meant having the power to
impose order on the arbitrary and unknown.

Another twentieth century utopia - this time, a local
one - is at the center of another work titled Lake Hula, 1955
(2015). This work is a manipulated and replicated digitized
version of a super-8 reel filmed by Orpaz's grandfather.
The original was shot in the 1950s, documenting the
engineering enterprise to dry the swamps in Hula Valley.
This symbolic act of mastering nature, a project that also
served to create social cohesiveness, finally resulted in

enormous environmental damage. Eventually the valley

Leigh Orpaz, image
from Breakfast, 2014,
single-channel video,
thermal camera, 2 min
29 sec, looped
Cinematography:

Itay Marom

Editing: Imri Matalon
Music: Binya Reches, Coh
(siesta for two)
Post-Production:

Eran Feller

Courtesy of the artist

and Inga Gallery of
Contemporary Art,

Tel Aviv
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was flooded to restore its original state. The video presents
images of gestures devoid of context, disconnected from
the whole picture. A truck shovel moving sand from site to
site — the gesture seems random and haphazard, but is this
not the nature of actions taken in the present continuous,
digesting and eroding past and future with the same
indifferent doggedness?

Orpaz does not appear to be trying to shatter the false
reflections that make up the contemporary. In fact, her
works may be interpreted as an indication of her wish to
belong to a greater social structure; an honest yet futile
wish to submit to the rules of the game, without any true
ability to fake belonging in these engineered situations.
For capitalism is what remains after belief is shattered. It
assimilates everything it encounters. It pre-fashions desires,
cravings, and hopes. The individual remains a consumer-
observer shuffling between relics and ruins. Alternatively,
the works may also be interpreted as a suggestion for
contemporary living. Living in a world entirely comprised
of unnatural gestures, the only way to “be in the moment”
is to stand outside time. Alienation represents the only
possibility of life, of awareness of lost chronological time,

and the attempt to finally restore it.
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here is a kind of accident, a disruption of beauty that results
in a sense of artificiality. Her work conjures encounters
with moments emptied of narrative, with isolated

images exposed as illusions but still holding promise - a
promise that will never be fulfilled but always desired.

This encounter contains both passion and heartbreak,
establishing a cyclical intermediate universe disconnected
from its chronological evolution. Her works are comprised
of objects of desire exposed by capitalist potency; the
products of false bounty that capitalism displays to the
individual. Capitalism is founded on continuously activating
this array of desires. Temptations elicit the longing

induced by absence, and this propels us to action as we

are consumed from within. It leaves behind heartbreak,

an empty void disiring (in vain, always in vain) to be filled
with all that one will never possess.

Orpaz stages her works in the exhibition through two
distinct perspectives from which viewers may investigate
these elements: one viewpoint is created with advanced
vision technologies originally designed for security systems,
while the other is provided by outdated, archival means of
vision that captured a long-gone past, leaving only faded
traces of memory.

In the video Breakfast (2014), for example, we see a
club crowd through thermal footage. The camera captures
the heat signatures of the filmed images, translating
them to visual imagery. This thermal imaging allows us to
see what the human eye cannot perceive. It allows us to
overcome our natural limitations, but at the same time also
exposes and confirms them. The thermal camera generates
discernible images of invisible objects, thus incorporating
them into our array of fantasies. The glowing figures seem
like living dead, detached from time and place. The shining
eyes, flat faces and repetitive head movements appear
tribal, bound by the disturbing soundtrack. In combination,
these elements create a false expectation of some imminent
event. The figures are indifferent to their surveillance,
apathetic to their vulnerability. The club space is cramped
with a packed community of individuals, many of them
peering at their mobile phones. We view them viewing.

The supposedly healing touch of technology - the ability to
create order and control the uncontrollable - creates and
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2 The key role of UAVs in
Western military doctrines
(primarily of the United States
and Israel) is evidenced in the
number manufactured each
year and the tremendous
increase and growth of the
companies that produce them.
Before the events of 9/11, the
American military had less
than 200 drones. Currently
their number exceeds 8,000. It
is interesting to note that the
first UAV designed and built
by Israeli engineer Abraham
Karem for the US military was
called the Albatross while its
current version is called the
Predator.

3 Thames Town is designed
for 10,000 inhabitants, but
actually houses a fraction

of that number. Its few
occupants are mostly workers
of various trades related to the
running and maintenance of
the area, which has become

a hot destination for couples
wishing to marry in the
Western tradition.

then exacerbates anxiety over loss of control.

In Thames Town (2015), Orpaz uses a UAV (Unmanned
Aerial Vehicle), another visual tracking technology
developed for security and military purposes, which feeds
the fantasy of “clean” warfare. The increasing use of
UAVs over the last fifteen years has provided control over
the immediate and distant spheres while saving money
and human fatalities among those controlling the drones
(but not necessarily among the objects of surveillance,
as evidenced in “remote control” targeted killings, and
significant “collateral damage").2 In this work, the drone
serves as a mechanised bird flying above Thames Town, one
of the more extreme examples of the relations between
center and periphery in the global world. This is a district
of Shanghai built as a replica of a British city for the
Chinese upper class. It includes Tudor houses, Victorian
redbrick houses, and even an artificial river, with modern
buildings on the outskirts. The symbols of the British
Empire constitute symbolic currency in the real-estate
market, while Chinese architecture is shunted aside for
this neoliberal real-estate product. In addition to Thames
Town, another nine districts were built, each in a different
European style. However, the “British” town does not
function as originally designed.3 It exemplifies the way in
which the “new” is defined by established reality, while
established reality rushes to adapt in response to anything
new. The powerlessness of the future is so pervasive it even
wipes out the past.

Both UAV and thermal camera serve to maintain order
and dominance, but just as importantly, they provide an
impression of order and dominance. Such impressions are
required to deal with the awareness of the breakdown that
(not incidentally) has penetrated political-legal debate.

In a world of routine “emergencies,” a world perpetually
threatened by calamity or terrorism on a massive scale, any
excessive use of force seems reasonable and proportional.
The drone and camera produce imagery that is part and
parcel of the anxiety-inducing mechanism used by the elite
to justify existing hierarchies and eliminate any possibility
of conscious, critical resistance. This results in a monolithic
vision of a civilization that perceives itself to be under siege

and therefore continuously discusses “risk management”
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1 Fredric Jameson, “Future
City,” New Left Review 21
(May-June 2003), p. 76.

Leigh Orpaz:
The Present Continuous

Ran Kasmy-Ilan
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“...itis easier to imagine the end of the world
than to imagine the end of capitalism.”
— Fredric Jameson, “Future City,” 2003’

The end of the world does not lurk in the future, nor has
it already transpired in the past. It is happening at this
very moment. The barely hidden attraction to disaster
obscures the fact that true catastrophe is not an event.
The world does not end with a bang. Rather, it fades,
frays, and fragments. The reasons for this are rooted in
the past, but are so far removed from the ongoing present
they seem like sheer whimsy. If the end is already behind
us, then the future is merely a chain of repetitions. The
question regarding the “next big thing” is merely a weak
denial of the question as to what was the “last big thing.”
The core of the work produced by Leigh Orpaz (b.1977,
USA; lives in Tel Aviv) lies in the fraying seams of the
contemporary age. Familiar elements and selected forms
that have been isolated and arranged anew like a kind of
incessant signalling from the subconscious — a melody that
gets stuck in your mind, trapped in the twilight between
memory and imagination. Heard only once, it continues

to play over and over again within us. It is experienced

as a continuous internal present, not as a memory of an

external melodic experience.
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The digital age offers only a chronological timeline
(chronos); an institutional, technological, and unidirectional
time axis. Generic digital time is comprised wholly of
numbers. It determines the Order. It pushes us in a single
direction. We have been disengaged from human time, from
the ability to create moments (kairos). This is the era of the
“present continuous,” founded on an artificial system; a
global age in which we exist everywhere simultaneously,
"activated” without any ability to “turn off.” It is an
unceasing state of urgent and pressing disturbances, with
no intermediate time, turning us into living dead. This
ongoing present leaves us incapable of identifying within
ourselves cause and effect that occur on a timeline. Our
only option is to attempt orientation by combining various
elements and trying to understand their significance.

Leigh Orpaz is a stranger on this chronological timeline,
staring at events around her. She stands outside time,
searching for a way to belong. The range of gestures
she employs in her works are not the goal, or even the
means, but simply open-ended questions of orientation;
attempts to acclimatize. She focuses on jaded images and
is captivated by them - Western consumerist temptations,
worn images stripped of their symbolic power but still
beautiful. And beauty is an important principle of the
capitalist cultural sphere, peddling experiences in lieu of
products; a detailed array of fantasy and fiction woven of
individual tatters of reality and marketed as hyper-life. This
array creates the craving of our time, where artificiality
appeals far more than actual reality. Orpaz tracks this
interplay as one gazing at a magician explaining the illusion
trick step by step, but refuses to accept it is a trick, as a
symptom of the coercive institutional attempt to dictate
personal time. She does not look down at this system, but
rather observes it as one searching in candid longing for
belonging. She is outside the social structure, wanting to be
let in but lacking the ability to commit to the rules of the
game, to submit to the capitalist system of desires. Images
are emptied of their symbolic power, left empty husks of
the things they should have become but will never be.

Orpaz's range of actions has no horizon, and the
exhibition space is arranged accordingly, inviting one to

wander around with no start or end point. Every moment
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Lewinsky nails", with Link instructing viewers on how to
cut and paste on nails a Monica Lewinsky figure (created
from a collection of Google images and then digitally
processed). Lewinsky is arguably the first significant victim
of online bullying, and specifically of a cruel "slut shaming"
campaign. The young intern that had brief relations with
President Bill Clinton became a target of derision on a
massive scale. She was transformed from a person into
a term and comic material. One action of hers, a decision
made in her early twenties, has defined the rest of her life.
Every aspect of her appearance became indelibly associated
with the sexual acts performed in the Oval Office. Her
"normal" appearance, her weight and full lips - all became
the articles of her indictment. While Lewinsky was
branded in disgrace and punished for her sexual conduct
by men and women alike, Clinton remains one of the most
respected men in the world. The powerful man was tagged
as "naughty," while the former intern was stigmatized.
This is clearly the reason Link chooses her as a role model.
She extracts her from collective memory, pastes her on her
well-groomed nails, and represents her anew to the world.
She exposes our blind spot regarding Lewinsky, forcing
us to find a new way to identify with this talented young
women, who suffered from body image problems and an
attraction to authority figures. She reveals Monica Lewinsky
the person, and uses this opportunity to encourage us to
reexamine issues of sexual harassment in the workplace.
Link's lipstick feminism employs web rules, presents
unexpected female role models and the objectification
of male figures to revile society’s oppressive forces. She
gleefully adopts female stereotypes and over-emphasizes
them. She presents a much needed feminist option, as
the original feminist principles are now in service to
another master. The women's liberation movement has
been swallowed up and appropriated by the free market.
Feminist ideas, formerly part of a radical worldview,
are increasingly defined through individualistic values.
The movement, once a call for social solidarity, is now a
proponent of female entrepreneurship. Instead of mutual
accountability, now the call focuses on the benefits of
personal promotion and meritocracy. Feminism was

supposed to be the harbinger of a world of gender equality
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in a participatory democratic framework that supported
identification with others. But capitalism, being capitalism,
has enlisted these oppositional ideas to serve its own
exclusive interests. Equality has become a platform for
developing new global markets, for consumers are all
equal. The struggle for women's liberation has been
decentralized and isolated.

Link's weapons in this struggle are her videos, virtual
installations and objects. They serve her in her investigation
of female identity and representation in contemporary
culture. Instructing us on how to create a pillow in the
shape of Nicole Kidman's face, she opens a discussion of
unrealistic ideals of beauty. Printing on clothes comebacks
to male catcalls on the street, she reveals the harassing
gaze that tracks every woman in the public sphere.

Making a perfume inspired by the true story of a Turkish
woman who beheaded her rapist, she clearly delineates
victimization. Talia Link finds her strength within the
traumatic experience of being a woman in the capitalist age

and does so with humor, girl power, and heaps of life style.
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within global contexts and on a global scale, in which we
are no longer just citizens of a certain country but first and
foremost consumers that differentiate themselves by buying
and using products. Privatization and individualization

walk hand in hand, and are well exemplified by DIY culture.
Although this culture originally began as a way to disengage
from the ready-made, the pre-selected, and the commercial,
it now functions as an allegory of neoliberalist society.

A society that views the public sphere (including contact
with state institutions and corporations) as the source that
provides materials for individuals, who are then required

to assemble them in order to "produce" their lives. Lacking
supportive community structures, individualism is elevated
to monumental importance. The value of citizen-consumers is
determined by the scope of actions they take to ensure their
independence and stand alone in the face of life's problems.

DIY culture addresses the yearning for ownership in
this context of neoliberal ideology. It resembles a food
supplement used to complement the ideological conditions
of the capitalist system. The belief that we can somehow
bypass capitalist rules by creating objects of our own does
not consider the fact that this is actually an internalization
of the techniques, practices and justifications used to
control us — which we then enact voluntarily. We live our
lives according to market principles and see ourselves as
productive, marketing, optimizing units. Having discerned
this, Link follows the genre’s rules while also undermining
them. She combines harsh and scathing critique of the
methods employed with a candid motivation to instigate
change with empowerment tutorials. She provides an
option of exiting the capitalist framework while using its
methods excessively and maintaining firm belief in it. At
first glance, she functions within the bounds of what is
allowed and accepted for women today. However, through
slight deviations, she creates a contemporary, alternative
female prototype.

Viral videos are undeniably characteristic of the
private and public present. They provide reference points
for identification and rebuke, shape public agendas, direct
and confirm our views in the sociopolitical world. The
digital revolution has given us all access to the media, and

opened the door to an unprecedented era of knowledge-
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sharing networks, which allow us to passively participate
as observers or to take part actively as creators, producers,
and distributors of content. Link has chosen to become
part of a web phenomenon of tutorial videos made by
(primarily young) women offering tips and practical tools,
in the DIY spirit, to shape female identity. This method
teaches home-based self-creation, ostensibly liberating us
from our reliance on mass production and mechanisms of
consumerism. The DIY of the twentieth century uses viral
means to globally distribute content preaching the virtues
of localization.

Link has produced a series of videos presenting her own
beauty regimen. In one, she documents the grooming of her
unibrow. Her actions are meticulous and perfect, but the
brows she shapes are not the fashionable form, but rather
have the "wrong" look. In another video, she examines
make-up products designed to create fake contours and
effects to emphasize facial structure through layering. The
process includes a preliminary sketch of darker areas and
highlighting the cheeks, nose and chin with bright white
foundation. Link shows how you can hide blemishes and
create the illusion of the perfect face. The process is long
and tedious, and the final look slightly artificial (resembling
facial imaging in 3-D animation), but it photographs
wonderfully. Link demonstrates the process on herself but
presents it in high speed - and from end to beginning.

In another high-speed video, the artist shares her daily
30-minute make-up routine (not including clothes, shoes
and accessory selection). Starting with make-up foundation
to cover skin blemishes, continuing with lightening the
darker areas beneath the eyes and drawing contours to
emphasize eyes, cheekbones and lips, and ending with
brushing of hair, the half-hour ritual is speeded up to a
4-minute video. A comprehensive survey conducted in the
United States in 2014 reveals that 78% of women invest
an hour a day in grooming. This translates to 365 hours a
year. Talia Link presents the number of study hours of her
Master's degree program: 367 hours a year. This means the
average time women spend on their physical appearance
is equivalent to the time required to complete a Master's
degree in an lvy League university.

A third video demonstrates how to create "Monica
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Orit Ben-Shitrit:
ONOMONO

Curator: Aya Lurie

ONOMONO by Orit Ben-Shitrit (b. in Israel, lives in New
York) is a video projection in which found archival footage
is composited with imagery shot by the artist. The

original soundtrack was created by using live-feed into a
Kaleidoloop - a digital recording device that can layer both
live and pre-recorded sounds, while navigating and altering
playback speed and direction.

The video, whose title is a palindrome (reading
the same forward and backward) is an endless loop
reflecting an intense contemporary apocalyptic vision.

It captures the ailments of our society by overlaying

layers of films and graphic images that give restless
expression to a disharmonious sense of existence
informed by disassociation and disconnection from nature.
Superimposed over original footage of Middle Eastern
landscapes are images from archival films, such as animal
experiments; economic graphics of the Great Depression in
the 1930s; and people who suffer from Schizophrenia, OCD,
or catatonia.

The work was inspired by the French anarchist political
tract The Coming Insurrection (2007). Written by an
anonymous Invisible Commiittee, it offers a striking diagnosis
of modern capitalist civilization and a radical strategic

proposal for revolutionary struggle against capitalism.
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Talia Link:
Talialink.com

Ran Kasmy-Ilan

"Life style" is more than just a way of life - it's the

way to the good life, a code for leisure time and a clear
characteristic of the Western dream of globalism. Life
style is a vital component in creating a contemporary
identity. It's the way we aspire to produce ourselves. In the
past, the consumerist system marketed life experiences
designed to help us appear like we belong to a particular
social class; today it revolves around self-individualization.
The individual is required to be special and unique. To

be different - just like everyone else. Talia Link (b. 1984,
Israel; lives in New York) has invented herself as the Life
Style High Priestess of DIY (Do It Yourself). She releases
instructional videos presenting herself trying out various
beauty products and creating fashion items from materials
ordered online. All this activity is conducted from her

bed - and Talia Link's bed is an oasis. It is the place from
which she communicates with her environment, mixing
professional and personal, private and public aspects. The
bed is the place where Link blurs the boundaries between
what she does and what she is.

"Life stylization" is the implementation of the social
process aimed at achieving uniqueness (individualization).
It is a response to the disintegration of distinct class and
national identities. In the privatized world, these collective

identities no longer fulfil their role. We perceive ourselves
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4 Pierre Lévy, Collective
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These projects were redesigned for the museum space.
Other projects were built especially for the museum and
engage with its space. Parallelograms by Eddie Israelsky
and Alon Segal uses virtual-reality technology to allow
the viewer to experience, within the exhibition space,
different time and space. The roots of the collaboration
between art and technology may be found as far back as
the 1960s, in attempts by artists and scientists to encourage
interrelations between the two disciplines. “Generative
Computer Graphics” is considered the first such exhibition.
An initiative by German mathematicians to use a plotter
to produce drawings, it was presented in Stuttgart,
Germany in 1965. In 1967 a number of American artists and
engineers, including the artist Robert Rauschenberg and the
engineer Billy Kliiver, founded the Experiments in Art and
Technology (EAT) organization and provoked a great deal
of interest among artists exposed to this new enterprise.
In 1967 the photographer Gyorgy Kepes founded the
Center for Advanced Visual Studies at MIT, Massachusetts.
Nowadays, it is a leading academic center for people
engaged with new media. This is where the global

model for the Fab Lab (short for Fabrication Laboratory)
platform was developed as a workshop for community
computerdriven manufacture, where makers may produce
new prototypes.

The inclusion of technology-based works in the arena
of art did not result in a new artistic movement. It only
opened up a new field of possibilities for artists. While
the first years were informed by excitement at the novel
technology, as the home computer market developed the
field became more and more experiential. Pierre Lévy, a
French philosopher and new-media researcher specializing
in the cultural and cognitive consequences of digital
technology, claims that the ability of computers to be
in constant touch has contributed to a transition from a
world of individual thought (“1”) to collective, pluralistic
thought (“we”).* Not every person creating in new-media
or combining technology in his or her work is considered
a maker. Makers are driven by a passion for making things
with their own hands while embracing a spirit of sharing
information and thoughts about processes to better

allow them to implement their ideas. Disapproving of
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“Between Hacker and
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limits set on information-sharing, they contribute to self-
production by using open code, thereby contributing to
a transformation of power relations in capitalist society.
On a visit to Israel for the Hackathon in Yeruham in June
2015, Dougherty said in an interview, “1 believe in a wide
definition of the notion of ‘maker,’ and | wish many more
people would regard themselves as such, for the simple
reason that they are indeed makers, even before we
decided to call them so.”>

The visitors are invited to embrace the practices of the
maker community and take active part in writing a layered
communal text. Through the free HMOCA app (developed
by Liron Lerman), the text you are reading may be searched
for additional layers (written by people from different
disciplines), to which you may add your own thoughts or

responses.

-

Use the free HMOCA App (available in the
App Store) to reach additional contents.
After downloading the app, just aim the
camera lens at the app’s logo printed here,
including the frame around it.

|
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Consequently, makers also contribute to the effort to

put an end to intellectual property rights and promote
the democratization of ownership of hardware and
information’ - thereby seeking to change the relations of
power in capitalist society.

While at first the term “makers” designated DIY
technology fans, nowadays this global phenomenon is
often described as a revolution which finds expression in
a variety of fields. The international maker community
comprises software and hardware experts, engineers and
robotics specialists, researchers, scientists, mathematicians,
and any number of interested people. This diversity is also
evident in the participants in the current exhibition. For
instance, Liat Segal, an artist and maker whose works have
been displayed in major museums in Israel and around the
world, presents Attending Machine - a printer which prints
portraits produced from pictures uploaded to Facebook
profiles. Matan Berkowitz (technologist, artist, and head
of shift Company) and Liron Zabari (multidisciplinary
artist) have produced, together with HAR, Zohar Levi,
and Rol Stepansky, Rorrim (Mirror in reverse), which
invites the viewers to take part in a synchronized,
harmonious movement-dialogue. ForReal Team consists
of Zvika Markfeld (technologist, programmer, and
inventor), Saron Paz (experience designer and new-media
artist) — both university lecturers and among the people
responsible for the Israeli Maker Fair - and Tomer Daniel
(programmer). They collaborated with Eyal Gruss (Dr. of
Theoretical Physics) to produce CommonSense, which invites
the viewers to share the production of thoughts. They all
share a passion for creating and producing projects, as well
as a cultural and social stance that believes in sharing and
inviting other people to take part in one’s creation. For
some of the makers this is a full time job, while others are
“weekend warriors,” whose creative work takes up long
hours of their time and considerable amounts of money.

The wish to make projects and share knowledge
has resulted in many maker conventions, events, and
marathons, whose purpose is to share innovative
creativity and promote thinking outside the box. Inspired
by communal events such as the Burning Man or Foo

Camp (an annual hacker event), numerous conventions
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Liat Segal, Attending
Machine, 2015
Attending ,2)0 nr?
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and Hackathons (a compound word composed of hack

and marathon) are held in Israel - events centered on
technological applications and developments by makers.
GeekCon conventions, for instance - marathons during
which the participants make unusual devices - promote
projects defined as “useless devices” to encourage
originality. Kinnernet focuses on technology and the
Internet. GeekCon Green is meant for initiatives related to
ecological innovation. MahaNet is a military framework
for innovation in surveillance and combat devices. Other
Hackathons promote a search for solutions to challenges
faced by people with special needs, and there are many
more. Some of the projects on view in the exhibition

were developed in maker conventions. Human Sound
objects by Eran Hilleli, Doron Assayas Terre, and

Glori Politl was developed in Kinnernet 2012. Noy Barak,
Nathan Intrator, and Lenny Ridel presented in GeekCon
2015 a project based on a unique development by their
company, neurosteer, which they have also used in their
work Brainstorm in the current exhibition. The work Alonely
was developed by a team of seven makers - Batt-Girl,
Eyal Gruss, Christiane Huber, Alon Kaplan, Adi
Lavy, Rotem Levim, and Neora ShemShaul - for the

Tribeca Hackathon in the Print Screen Festival in Holon.
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Makers: Real Time

Curator: Sharon Barak Raif

\
)

Participants: Matan Berkowitz, HAR,

Zohar Levi, Roi Stepansky, and

Liron Zabari; Eddie Israelsky and Alon Segal,;
Batt-Girl, Eyal Gruss, Christiane Huber,

Alon Kaplan, Adi Lavy, Rotem Levim, and
Neora ShemShaul; Doron Assayas Terre,

Eran Hilleli, and Giori Politi; Liat Segal,

Noy Barak, Nathan Intrator, and Lenny Ridel;
ForReal Team - Tomer Daniel, Zvika Markfeld,
and Saron Paz - with Eyal Gruss

Development of HMOCA App: Liron Lerman

The exhibition features seven projects that engage with
the notion of “real time.” This notion is in contrast to

the contemporary 24/7 perception of time as continuous
and limitless. Paul Virilio refers to real-time action, made
possible through digital technology, as a dramatic turning
point in our relationship to the world. “Cyberspace is a new
form of perspective,” he claims. “... Seeing at a distance,
hearing at a distance - such was the basis of visual and
acoustic perspective. But touching at a distance, feeling

at a distance, this shifts perspective into a field where it
had never before applied: contact, electronic contact, tele-
contact.”’ The interactive works in the exhibition engage
with various aspects of this notion, raising questions about
the perception of time produced by technology and the
interrelations between man and technology. They offer

a variety of events influenced by the viewers’ actions
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2012).

in real time, such as displaying images as visualization
of thoughts, presenting the viewers’' body movement
and facial gestures, or following the visitors’ movement
through the exhibition space.

All the works in the exhibition were produced by
“makers.” The term “maker” was coined in 2005 by
Dale Dougherty, president and CEO of Maker Media,

Inc. in California, who is considered the spiritual father

of the global maker movement. He identified the self-
production of devices by DIY, domestic means as a growing
phenomenon and established the web-magazine Make

as a platform for interdisciplinary sharing of knowledge.
This website and others like it have enabled shared
learning and exchange of knowledge between people
engaged in such practices, who became known as makers.
In time, Dougherty also established the Maker Faire,

a contemporary take on American county fairs, which
allows people who have developed and built technological
inventions and devices in their home yards and garages

to present them to others and share their knowledge.

This fair is currently held in over a hundred countries,
including Israel, allowing hundreds of thousands to see
and experience a variety of inventions. Chris Anderson,
editor of Wired magazine, regards the maker movement as
responsible for the Third Industrial Revolution (the second
being the Internet), leading it with ideas such as the use of
open code, crowdsourcing ideas, reusing found designs, and
self production of tools. His book Makers: The New Industrial
Revolution (2012) discusses the blurred boundaries between
the analogue and digital worlds and predicts that in the
future every person will learn how to design the products
he or she needs and that self-making will change the power
forces at work in our society.’

Maker projects may fall under a variety of headings,
such as interactive installation or kinetic sculpture. They
may also be connected to Umberto Eco’s notion of the
“open work.” However, the current exhibition wishes to
avoid such projection of one field over another. It includes
works by makers who are artists alongside makers who are
scientists and programmers. The common thread between
them is a productive spirit of sharing, such as Anderson

describes, and raising funds through crowdfunding.
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tenets of traditional painting. It is a mental space, and so
the canvas is vulnerable. While he works on it, the canvas is
attached to the wall with staples, without a stretcher. Nave
usually paints directly on the canvas, without the ground
layer with which it is traditionally covered. Consequently,
his paintings include areas where the paint laid on the
canvas is assimilated into it or appears on the surface as
thick impasto. Nave’s painting transpires in the gaps within
artistic illusion, exposing the mechanism of its production
and in doing so breaking it. The white canvas support
shows traces of his act, the act of painting: thinly or thickly
laid paint, dripping, staining, erasure, dry-brush painting,
or a thick line of paint squeezed directly out of the tube
onto the canvas. At times, the canvas size is insufficient
and, as he works, Nave adds additional pieces of canvas to
it to expand its boundaries. At other times, the painting
spills over from the canvas boundaries onto the stretcher.
This is a restless painting dynamic that constantly strives to
define or redefine the space, always making adjustments,
whose traces attest to this recurring, dissatisfied process.
This aspect of Nave'’s work is also evident when he uses
collage. He pastes onto the painting’s surface pieces of
canvas cut from other paintings he made or pieces of his
drawings on paper. In Modern painting, reality was inserted
into the fictional space of art through collage, which
connected painting to the world both symbolically and in
actuality. Here, horrifyingly, this connection is disrupted.
In Nave's collages it is his own image of an inner reality
that is implanted into his painting, threatening to turn the
nightmare into reality. These works convey a split outlook
with regard to traditional painting or giving expression to
one’s experience of the world. In the space between the
Real and the symbolic, they comprise a ceaseless discussion
between numerous elements that bespeak, at one and the
same time, connection and disavowal. Nave’s painting is
therefore formulated as a sequel to a neo-expressionist
discourse, coupled with aesthetics of protest expressive of
melancholy and existential pain.

The male subject at the heart of Nave’s work appears
recurrently as a split, distorted, flawed, at times hybrid
figure. He is pushed, raised, shoved - always passively.

It is a vulnerable form of masculinity. Mostly, the head
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is hairless, a bit alien, the face expressionless, alienated,
portrayed in pale, sickly purplish-blue. He is unable to find
rest. Even when he wants to take a moment for himself,
a "time out” for a smoke, to inhale and exhale some air -
albeit poisonous - an inscription above commands: Get up.

In some of the paintings he is portrayed floating,
twisted, unconnected to the ground, to nature, or to a
place. Total Disconnection or The Falling Head Looking in
the Eyes, says one of the paintings’ titles. The Grasshopper’s
Unfinished Landscape is another absurdly poetic title. Yet
another declares, Berlin Falling on Paldi - that is, on the
local Israeli artist, represented by Eretz-Israeli artist Israel
Paldi (1892-1979). An encoded image of a quintessential
Israeli landscape recurs in these paintings - a seismographic
line that schematically outlines a long-gone, nostalgic,
pioneering agricultural landscape. Instead, contemporary
reality includes forays to other locations, such as the
European city of Berlin. Today’s Berlin is a bustling, cheap,
inviting cosmopolitan art center for many Israeli artists.
Nave traveled there for limited periods of time, to work
far away from his birth-town of Beersheba. Another of his
titles points out, Full to Capacity | Congestion (2015). The
fulfillment of his desire for a space of calm and serenity
does not seem to be a viable option.

A horse’'s mouth exposes phosphorescent teeth, crying
out dramatically in Total Disconnection or The Falling
Head Looking in the Eyes (2015). The calamitous aspect of
the painting is produced through dialogue with Picasso’s
Guernica (1937), the ultimate apocalyptic image. These are
post-human times. A hand is raised at the center of the
painting in a final gesture of obstruction (can it thwart the
impending threat?) or perhaps surrender. Painting - like a
ruin charged with the energy of touch, with roughness and
imperfection, retaining the heat of materiality - is the last

bastion against collapse in the face of outside reality.
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painting it is not that of a raised head standing on its rights,
demanding its headedness, but rather that of the painterly
composition - that is, of the painting as a reinstated head.
The head pasted in Nave’s paintings opposes the
apparatus - the device-oriented compositions at the heart
of so many contemporary art works. For the apparatus is
headless, willingly castrated, full of active arms attached
by provisional joints; it has no center - such as human
consciousness - and is composed of a chain of machines,
a combination of technical procedures.” In the paintings
before us, in contrast, we see an attempt to return the head
to the figure, to painting - and through it to conceive a
world. They do not imagine that the head has not yet been
decapitated, as painting in the world of technical images
is still wont to do at times, but start at the moment of
beheading while opposing it; they attempt to reinstate the
painting’s head, but in a lopsided manner. This seems to be
the effort of this entire process of painting: to reattach a
severed head to a quivering body. And so, these paintings

are crammed yet not full, dense yet not sealed, masculine

yet not patriarchal.
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Amir Nave:
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The one-person exhibition of works by Amir Nave (b. 1974,
Israel; lives in Tel Aviv) features oil and graphite on canvas
paintings produced over the last two years. These large
works attest to his dynamic work process - expanding
the format, changing his painting materials, and distilling
his symbolic language. At the very start of his career,
Nave's works were characterized by an intimate scale and
mainly included drawing and intense, semi-automatic
inscriptions scribbled with pen, pencil and felt-tip pens
on casual papers or pages from old books. His repertoire
of formats has expanded gradually. In addition to his
continuous work on paper, he has started to paint in thick
layers of oil on canvas. His last exhibition (Janco-dada
Museum, 2014, curated by Meira Perry-Lehmann) was full
of color and figurative imagery. His current works seem to
propose a reductive process underlain by several tensions:
between the line or stain and the bare support, between
material fullness and minimalism, between a connection to
traditional painting and obstinate rejection of it. The works
present a sharp, pithy image of an existential state — both
internal and external - characterized by dense urgency,
ceaseless self-searching, and constant oscillation between
fantasy and trauma.

For Nave, the canvas is not merely a functional support.

It defines a space where actions do not conform to the
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raised himself up from the ground, stood on his two legs
between heaven and earth, stretched his neck and raised
his head high - that head is the mark of his uprightness.3
However, the primary uprightness is not merely physical.
About a thousand years ago, in Muslim Spain, Solomon ibn
Gabirol wrote, “"Humble of spirit, humbly low of knee and
stature/ | approach You with much fear and awe.// In front
of You, | consider myself/ Like a small worm in the ground.”
Man'’s inferiority to God - his poor actions, his partial
knowledge - is manifest in his lowly posture: this lofty
creature is pushed to the ground and finds himself eating
dirt. But even then, at his lowest, he represents himself - “In
front of You, |1 consider myself” - that is, observes his own
figure, contemplates his being. It is precisely at this moment
that reflection - that is, thought coupled with vision -
shines forth. At this point, the speaker in the poem doubles
himself: as a figure he has dropped to the ground, while as
the bearer of creative language and active thought he has
reached heights. Figure and imagination, body and head;
while his stature is bent, his head rises high above it all. This
is a dialectical expression of upright man: the uprightness
of reason requires the hammering out of matter; the
“head” is to stand tall not only over the body but also over
the head itself.

There is also, however, a different head, one that pulls
the body to itself to the point of becoming itself seared
in matter. This kind of head, held high, was imagined by
Georges Bataille: not a head that sees with its mind'’s eye,
with the wisdom of thought, which exchanges object for
concept, thing for speech, but rather a head topped by a
third eye, a pineal eye, the zenith of human uprightness as
well as its exhaustion and extinction, a head that neither
sublimates nor suggests but wallows in what is lowly and
deviant and abject until it is consumed by fire. "The eye,
at the summit of the skull, opening on the incandescent
sun in order to contemplate it in a sinister solitude, is not
a product of understanding, but is instead an immediate
existence; it opens and blinds itself like a conflagration,
or like a fever that eats the being, or more exactly, the
head. And thus it plays the role of a dire in the house; the
head, instead of locking up life as money is locked in a

safe, spends it without counting."* At this point, vision is
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no longer the high, lofty, immaterial sense that recognizes
forms (Ideas) and produces thought. Facing the sun, the eye
shines and is shone upon, cuts and is cut, thereby gathering
into its bounds organs that are, ostensibly in complete
contrast to itself, either full to the point of bursting or
perforated and incomplete: the big toe or the anus.

Nave's heads produce such a movement. Their power
is that of the creative head severed or inverted, leaning
sideways or in profile. They are reintroduced into the arena
of painting as things discarded, but in being reinstated
they pull the entire painterly expression into a theater of
patchwork. They are not a crystal-like source from which
painting’s numerous, partial appearances stem. They
themselves are prosthetic parts returned to their place of
old, yet in shifted, twisted form. And from this place they
draw oblique coordinates or a circular horizon. They make
the painting stand upright, yet their uprightness is not
straight; their verticality is slanted.

Thus, at the center of Get Up (2014) a man leans
forward, sitting on an invisible chair, his back curved and his
head bent forward, one hand holding a cigarette up to his
mouth and the other dropped to his legs, his body wizened
and his head green and coarse; a heavily thick figure which
is all expectation, or contemplation, or desperation. But
around it, all is in turmoil. He is surrounded by a large
flourish of stains and lines; not images, just movement
that is sent forth and then erased. And over his head a
command is inscribed and erased, inscribed beneath the
erased inscription: Get up. “Stand up, damned of the Earth”?
"Indignez-vous!”? Indeed, the painting already outlines,
with thinly drawn lines, the rising in completed form. It is
the image of an upright spectral figure. Two arches rising
over the head form a back, and the loop in front of the
body already simulates extended hands; and above it all
an additional head, drawn with dense, entangled lines
and positioned by the inscription. A bent figure with an
upright shadow; this, it would seem, is the fitting course for
humanity’s uprising. However, between man and his double,
between the painted head and the drawn one, fragments of
color and form whirl in movement that does not converge
into a figure but rather emanates from and surrounds

it. And so, if there is any uprising to be spoken of in this
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into a unified single body, but rather deployments and
fragments painted in a variety of techniques and changing
intensities — a fleshy stain, or thickened lines, or a single
contour. At times the body parts turn hazy, are pushed
aside to the painting’s margin, or dissipate on the canvas.
Often, the body is doubled and two figures are formed,
their organs intertwining or severed in one body only to
continue in the other, or fading into the background. And
each and every figure has a head. Except that this head

has arrived from elsewhere - a canvas cutting, a piece of
cardboard, or a fragment of leather torn and pasted onto
the canvas; a foreign object welded onto a body. This head,
which is usually the center of consciousness, is portrayed in
Nave’s canvases in intense purple, whose thick lumpiness
revolves around itself, firm and saturated; very material

in nature, utterly corporeal. And it is this corporeal head -
rather than the head of Socrates up in the clouds - that is
first severed from the body and then added, in the process
of painting, onto the torso.

And so the head is decapitated. And in fact, this
decapitation has always been a given for the head - in
Latin, caput - since the head is also always distinct from
the body on which it is set. The head is counted separately
from the body: the number of cattle heads on a particular
farm is the primary meaning of capital. It designates, first
and foremost, the number of cattle bodies that are to be
slaughtered, that is, how many heads are to be severed
from those bodies. Therefore, when counting heads one is
in fact counting their potential severance from their bodies.
This is as much the case for animals as it is for humans.
Tearing the head from the body has often been - in the
French Revolution, for instance - a way of imposing the
death penalty, that is, capital punishment.2 The head is
therefore distinct from the body to begin with, and may be
completely severed from it, in many cases, on death, but
also in life - as the body’s opposite, an organ of thought
and consciousness split from matter, a symbol of man’s
verticality and uprightness. And as such, being split from
the outset, it will be split off once again.

However, the dense, full, purpled heads in Nave’s
paintings have been decapitated long before they were

pasted. They do not depict the convention - familiar ad
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nauseam - of the fear of castration: an organ of desire
which may be severed at any moment, become flaccid or
be chopped off, its whole mode of operation dictated by
this potential severance; on the contrary, this is a castration
that has already taken place. This given, a priori castration,
is in fact counteracted now and the decapitated organ

is reinstated - a severed head heaped once again atop a
flawed body. How does one become headed once again?
And what happens when the head is reintroduced into the
painting? Nave’s heads arrive at the painting in a variety
of stances: sometimes they are indeed perpendicular to
the ground, but are often leaning forward, drawn back

or situated in profile. The entire body, too, stretches and
moves, turns around or quivers. These bodies never stand
on the ground; rather, they float or hover. The reinstated
severed head seems to lop them off. The head returns as
the figure's center of gravity - its keystone - but instead of
stabilizing the body, gathering and arranging its form, it
produces in it a circus of postures and gestures.

For instance, in the painting Untitled (Full to Capacity /
Congestion) (2015) the only fullness is that of the head -

a blackened rectangle with a grayish blob patched over

a stretched canvas, stretched by pulsating absence;
everything else is not even painted, just drawn, an almost
casual outline that is either hinted or coarse. But this head
is inverted, it does not stand straight upon the neck, it was
returned to the figure improperly. The head rectangle is
leaning sideways, and in leaning pulls the entire body and
makes it lean along with it. The full circles at the center of
the canvas cannot offer help, nor can the vertical yellow
axis; not even the small, faded little double who tries to
stop the figure, extending a straight hand, signifying the
proper posture with his stretched arm. The body in this
painting dances through the head. From this raw painting
- head and lines - other canvases draw out detailed,
saturated compositions. And in all of them the reinstated
heads serve as a wellspring of teeming.

What, then, is a head that scatters instead of
stabilizing, a fertile head which is not held high? And what
is a body, and a painting, and a body of painting (that
is, a creative corpus) in which such a head is pasted over

and over again? The upright person (homo erectus) who
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any point on the face of the planet, whether by plane or
Skype, and are increasingly subject to different forms of
control and surveillance. The time of our age, Crary claims,
"is a time that no longer passes, beyond clock time.”

The current display at the museum includes a
number of one-person shows and individual projects,
all of which are affined to this experience of the current
age - some engaging with it directly and others touching
on it obliquely. Orit Ben-Shitrit’s hectic picture of a
terrifying, outlandish reality that answers the dictates
of capitalism is portrayed, ironically, in the constructivist
aesthetics typical of the Russian avant-garde during the
early-twentieth-century’s socialist revolutionary period.
Talia Link invites us into her bedroom, designed with
white IKEA furniture, where she creates a deceptive on-
screen persona whose mode of existence spans the gamut
from frivolity to scathing criticism of capitalist society
and global culture. Amir Nave’s paintings express an
inner and outer experience of the world informed by
dense, restless urgency and ceaseless oscillation between
fantasy and trauma. The fulfillment of his desire for a
space of calm and serenity does not seem to be a viable
option. Leigh Orpaz scrutinizes the contemporary world'’s
objects of desire through technological military means of
surveillance harnessed by capitalism, as well through the
utopias of the past that have unknowingly contributed to
capitalism’s development. Ran Slavin presents a multi-
channel, multi-screen world that offers a total, engulfing
experience of travel and surveillance. Julian Rosefeldt
observes the migrant workers who traverse cultures
across the globe and the futility of the incessant work to
which they are condemned. The group exhibitions “Open
Sketchbooks” and “Makers: Real Time” invite into the
museum communities of creators - in art and technology,
respectively - who present alternative models. The works
in these exhibitions offer, through direct, unmediated
contact with materials, without economic considerations
and with a tangible sense of the creator’s hand, an
alternative to the “non-social model” described by Crary
of a 24/7 environment informed by “machinic performance

and a suspension of living.”
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Caput:
On Amir Nave's Paintings

Shaul Setter

Does a painting have a head? What connects between
the two-dimensional surface on which painting appears
and the line which extends from fingertips to head;
between that which is perceived all at once and an
indicator of process, growth, and predication; between
multidirectionality and verticality; between conflicting
movements and teleology; between, according to Vilém
Flusser, the magical nature of images and the linearity
of writing and history?1 A painting, so it seems, has
neither head nor tail, neither a preliminary starting point
nor a fixed end; the surface it presents is hierarchic and
differential in many ways; and its centers of gravity are
determined through its shifting inner compositions. A
painting, so it seems, has no head, nor is it a head.

But what is painting when it insists on portraying
heads over and over again - neither splendid portraits of
exalted figures nor passport images but a composition
comprising many forms and body organs, of which the
head is part; does such a painting have a head? Amir Nave’s
paintings are installations of body movements. These
paintings portray not just the body’s movement - walking
or dancing, as well as standing and sitting - but also the
movement within the body, for the figure in Nave’s work
is a site of separation and differentiation. It is not a pure

unit, a collection of body organs converged and forged
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Foreword: 24/7

Aya Lurie

Time as a theoretical notion has been a subject of
contemplation for many years. In the seventeenth century
Isaac Newton wrote in his Mathematical Principles of
Natural Philosophy (1687) that time is an absolute entity,
an aspect of objective reality which exists independently of
our perception and progresses at a consistent pace. Modern
science and thought have suggested complex models that
undermine this objective, linear view of time. Nevertheless,
the notion of time continues to play a key role in our
understanding of the present.

In his book 24/7: Late Capitalism and the Ends of Sleep
(2013) Jonathan Crary depicts a contemporary world that
is technological, virtual, global, intensely feverish, restless
and inattentive, which pushes aside elementary human
needs - particularly the need for sleep and relaxation
time - so as to advance capitalism’s ceaseless production
and consumerism. Therefore, although progress and
technological developments were supposed to enhance
the quality of our lives, in fact we are now required to be
functional at all times and currently sleep, on average, less
hours a day than ever before. The natural cycles of time,
rooted in the Earth's revolving on its axis and its rotation
around the sun, are replaced by artificial light that has no
time limits. We are connected nonstop, online, to our social

and work life, ready at any given moment to instantly reach
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